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Bartlett, Shaun Cole and Agnès Rocamora  (Bloomsbury)
The book Fashion Media: Past and Present is a timely insight into the 
historical relationship between fashion and media. Edited by Djurdja 
Bartlett (Senior Research Fellow at the London College of Fashion), 
Shaun Cole (Course Leader for the MA in the History and Culture 
of Fashion and MA Fashion Curation at the London College of Fash-
ion) and Agnès Rocamora (Reader in Social and Cultural Studies at 
the London College of Fashion), Fashion Media offers a wide histori-
cal perspective on how painting, photography, film, television and the 
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Internet have intersected with fashion. The book also provides a useful 
understanding of social and cultural key issues related to this synergy.
Communication is fundamental to the production, circulation and 
dissemination of fashion knowledge, taste and consumption. Fashion 
magazines emerged in the seventeenth century and by the middle of 
the 1800s had developed as platforms for the communication of trends 
and styles to be copied by the fashionable middle class woman. The 
proliferation of fashion and family magazines (Le Journal des Dames et 
des Modes, La Gazette du Bon Ton, Lady’s Magazine, Lady’s Monthly 
Magazine, La Belle Assemblée, Queen’s and Lady,  to name a few) co-
incided with the development of technology that changed the methods 
of fashion production. The expansion of middle-class and working-class 
purchasing power and the simultaneous creation of a ready-to-wear 
market supported the development of new products. These new items 
of clothing, such as underwear, waistcoats, hats, shirts and shoes that 
were available in middle-class haberdasheries and department stores, 
needed a medium where they could be advertised. In addition, fashion 
and women’s magazines provided opportunities for display of fashion 
presentation performance and ritual, and an opportunity for the readers 
to construct new identities.
Along with magazines, the development of photography became cen-
tral to the display of fashion and fashionable accessories and to the 
assimilation of fashion changes by a mass audience. Although pho-
tography only became commonly used in magazines after World War 
II, fashion photographs had replaced fashion plates from the middle of 
the nineteenth century. The fashion photograph created spaces and plac-
es to express one’s persona through the display of fashion. Along with 
photography, film first, then television and more recently the Internet 
have performed the same function, offering new platforms for not only 
disseminating but also recording fashion.
Fashion Media covers this history of the intersection between fash-
ion and media in three sections: Magazines; Painting, Photography and 
Film; and New Media, closing with a roundtable discussion on cur-
rent issues in the fashion media. The discussion is an edited version of 
a roundtable conversation that took place at the conference “Fashion 
Media: Yesterday, Today, Tomorrow,” which was held at the London 
College of Fashion on October 21–22, 2010. In fact, the book is an 
edited collection of articles that stem from presentations at the same 
conference.
Section One—Magazines—starts with a historical introduction to the 
first fashion magazines, from the early Le Mercure Galant (1672) to 
mid-nineteenth century La Vie Parisienne. In “Taste, Fashion and the 
French Fashion Magazine,” Sanda Miller offers a broad historical per-
spective on how fashion magazines have articulated social and cultural 
changes in a period spanning the Enlightenment and the twentieth cen-
tury. The emergence of the concept of taste is central to this analysis: as 
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appreciation of beauty shifted from the objective to the subjective, taste, 
as a special faculty, provided for a rational aesthetic judgment.
The following two articles present two case studies based on image 
analysis. “Fun with Pins and Rope: How Caroline Baker Styled the 
1970s” by Alice Beard is a compelling discussion of the emergence of 
the fashion stylist, so pervasive in contemporary society, but pioneered 
by Caroline Baker in the middle of the 1960s. Caroline Baker’s work 
coincided with the shift from an idealistic representation of the city in 
fashion photography, to a more realistic depiction of streetscapes, as in 
David Bailey’s photography. The gritty realistic representation of both 
the city and fashion conflated in images that Caroline Baker “conscious-
ly set against mainstream fashion” (p. 26). Baker’s fashion editorials 
established a new way to use fashion that was playful, creative and em-
powering. The second article “‘To the Ends of the Earth’: Fashion and 
Ethnicity in the Vogue Fashion Shoot” by Sarah Cheang produces a 
critique of the way in which ethnicity is constructed in various photo 
shoots published in the pages of British Vogue. Cheang’s argument is 
that particular ideas about fashion—a Western concept—and photogra-
phy have informed representation of ethnic dress and the ethnic “other,” 
and concludes that the examination of these images tells us more about 
global cultural debates and contexts than just fashion.
The first section concludes with the examination of East European 
socialist fashion magazines in Djurdja Bartlett’s “Coco Chanel and So-
cialist Fashion Magazines,” and Shaun Cole’s “Advertising Men’s Un-
derwear.” Bartlett, an expert in Eastern European fashion (FashionEast: 
The Spectre that Haunted Socialism, 2010) discusses how modernist 
ideas about sophistication and functionality, typical of Chanel’s style, 
were adapted in socialist countries at a point in which modernism had 
lost its most revolutionary impulses. Chanel’s practical, youthful and yet 
sophisticated style was functional to socialist concepts of fashion taste. 
For the soviet apparatus, Chanel’s timeless suit was the epitome of slow 
change, which fitted in with socialist ideology.
Shaun Cole shows that after World War II, underwear enjoyed 
possibly the highest degree of innovation, with new synthetic fabrics 
employed to ensure comfort and wearability. Through the analysis of 
advertisements of male underwear, Cole reveals how images of mas-
culine sporting heroes replaced ambiguous homoerotic advertisements. 
By drawing a comparison between illustrative techniques and the 
male body, Cole shows that advertisements of the (almost) naked man 
showed a conventional and respectable representation of the male body, 
corresponding to the social conformism that permeated the 1950s.
Not entirely surprisingly, photography and fashion magazines occu-
py much of the first two sections. As the first medium that contributed 
to a mass dissemination of fashion, and as the precursor of the mov-
ing image technology (an idea not new to scholars in film studies), the 
 photographic image is central to many essays in the book. In “Fashion 
and the Law: The Muslim Headscarf and the Modern Woman” Barbara 
Vinken explores images that disrupt mainstream understanding of the 
veiled woman as erotic and exotic, such as those exhibited by Flavio 
Lucchini at the 2011 Venice Biennale. Vinken’s focus seems to be on the 
cultural debate about the Islamic headscarf that has been consumed on 
media instead of the role of media in changing or maintaining popular 
views about the headscarf. I am not quite sure if this article should sit 
more in a cultural study of the Islamic scarf than in this historical over-
view of the relationship between fashion and media.
Both photography and cinema borrowed aesthetic rules and ideas 
from the world of art. This was meant to elevate both visual forms from 
being a mere record of reality to artistic forms. As Ann Hollander (1993) 
shows, early photographic portraits were in fact set in a studio, with ar-
tificial backgrounds that often repeated the same aesthetic of painting 
portraiture, such as draped curtains, ancient Greek or Roman columns, 
and elegant interiors. This historical relationship between painting and 
photography is explored in Änne Söll “Fashion, Media and Gender 
in Christian Schad’s Portraiture of the 1920s.” Söll examines Schad’s 
paintings at a time in which the relationship between painting and pho-
tography was renegotiated, arguing that Schad’s paintings cannot be 
classified either as fashion illustration or as imitation of photographic 
realism, but, rather, that through the style of New Objectivity, Schad 
was able to confer fashionability and chicness to his paintings.
Continuing with the analyses of representation of fashion in images, 
Nilgin Yusuf discusses the connection between the representation of the 
gangster in Hollywood films and the criminal as a follower of fashion in 
her “Caught on Camera: The Fashioned Body and the Criminal Body.” 
Yusuf’s article fills a gap in the analysis of fashion in Hollywood films, 
as much of the extensive literature on the subject is concentrated on the 
relationship between women audiences, the woman film and the fashion 
film in Classical Hollywood. Much of this literature stems from the at-
tention that film historians and feminist film historians have paid to the 
study of Classical Hollywood for many decades now. The triangulation 
between feminist and gender studies, film studies and fashion studies has 
produced a wealth of works that dig into this history, but much more 
is needed that is not limited to the relationship between representation 
and fashion/costume in film. For example, Helen Warner’s Fashion on 
Television: Identity and Celebrity (2014) is such a book, as it integrates 
analysis of artifacts (fashion and costume on television) with cultural 
practices in production studies. Nilgin Yusuf’s study of the Hollywood 
representation of the gangster through men’s wear is one of very few 
that is focused on masculine identity. In the Hollywood Golden Age 
costume was used to depict immediately recognizable archetypes and 
types; thus, according to Yusuf, the gangster suit depicted in the crime 
genre helped not only to construct an archetype of masculinity, but it 
also glamorized the criminal, which in turn provided inspiration (and 
aspiration) for the real gangsters Bonnie and Clyde, Al Capone and John 
Dillinger.
The last two articles of the second section introduce the relationship 
between fashion and new media via a short presentation of the fashion 
film, a genre that has emerged through digital media in the last decade, 
in “Guerrilla Media, Towards a Media Theory of Fashion” by Friedrich 
Weltzien. A longer article is dedicated to “The Fashion Film Effect” by 
Marketa Uhlirova. Weltzien takes 1970s political action against fashion 
boutiques as a form of media communication by anti-capitalist groups. 
Weltzien argues that today’s fashion film offers infinite possibilities of 
communication of fashion, that, when it is transformed into art, makes 
visible the contradictions of capitalism and the gendered (feminization) 
nature of consumption.
Starting with the question: is the fashion film a genre?, Uhlirova 
usefully discusses the fashion film in the context of other media, and 
concludes that the fashion film is a hybrid form, sometimes artistic, 
sometimes more commercial, serving different purposes. However, the 
fashion film is without doubt a symptom of the contemporary media 
landscape, which eventually will shape the way in which we view and 
experience fashion. Uhlirova focuses her discussion on the aesthetic el-
ements of the fashion film. As she acknowledges that the fashion film 
has undoubtedly modified the fashion industry in its presentation and 
dissemination of fashion, a reference to the potential that the digital 
fashion film offers to young designers to disseminate their work would 
have added an extra dimension to the debate.
Uhlirova’s essay leads into the third section of the book, New Media, 
which collects five essays plus the round table. This section is possibly 
the most interesting as it deals with fashion blogs and fashion films as 
new ways to show fashion beyond the range shown in traditional media. 
The Internet has given new visibility to styles, people and places, creat-
ing niches in which users can experiment with different fashions and, 
through blogs, form communities. While creating new regimes of visi-
bility, the Internet also creates new regimes of imaging that have to do 
with the fleeting nature of the digital image that, as Elizabeth Wissinger 
explains in “Fashion Modelling, Blink Technologies and New Imaging 
Regimes,” shortens our attention span. Thus the “regime of blink” (p. 
136) demands increasingly stimulating images and, in regard to mode-
ling, a rapid turnover of new faces, which, as Wissinger concludes, have 
in turn increased competition for jobs and shortened models’ careers.
In “Fashion Films, Blogs and E-commerce: The Puzzle of Fashion 
Distinction in China,” Simona Segre Reinach questions the narrowly 
defined relationship between the West and the East, and concludes that 
this relationship must be seen as a multifaceted and porous space in 
which boundaries and meanings shift constantly. The Internet has en-
abled Chinese fashion design and designers to reach global dissemina-
tion, but it has also served global fashion brands to promote images that 
reinforce the asymmetrical relationship of power between the West and 
China. In doing so, they construct a new Orientalism that reinforces 
old stereotypes of a superior West and an inferior East. The shift from 
“made in China” to “created in China” (Keane 2009) might prove more 
difficult for Chinese designers, after all.
Agnès Rocamora provides an overview of fashion blogs, from their 
early inception in the late 1990s to their more recent explosion on the 
Internet. Defining the blogosphere as hypertextual, a non-linear mode 
of engagement, in opposition to the linear magazine, Rocamora suggests 
that this difference between blogs and magazines enables the decenter-
ing of fashion, allowing different places to become visible. However, 
fashion blogs and magazines have also borrowed from each other and 
influenced each other: visuals, structures, aesthetics have crossed the 
boundaries between print and digital information in an effort toward 
what Rocamora calls “the remediation of fashion” (p. 160). Reina Lew-
is also reinforces this idea of decentered fashion and fashion visibility 
in “The Modest Fashion Blogosphere: Establishing Reputation, Main-
taining Independence,” in which she discusses various dilemmas that 
bloggers of modest fashion must confront when dealing with companies 
for product reviews, but also when they have to moderate the images 
posted by readers.
“Fashion’s Digital Body: Seeing and Feeling in Fashion Interactives” 
by Eugenie Shinkle concludes the third section and is particularly com-
pelling, as it starts exposing some elements of the relationship between 
digital technology and the user. Differences between virtual and physical 
bodies, haptic associations and optic visuality, and augmented reality 
are ways in which the viewer can interact with fashion in a digital world 
and draw pleasure from it. However, Shinkle objects, these are nothing 
other than innovative forms of advertising that “use visual spectacle as a 
portal through which to shape, normalize and commodify the body” (p. 
181). Wearable computing, according to Shinkle, is instead challenging 
digital transformations of the materiality of the body, as it invites users 
to actively transform the body and thus challenge normative ideals of 
the body imposed by the fashion industry.
Many of the essays in Fashion Media deal with representation through 
analysis of images. While they help us to understand how different me-
dia emerging in different times have created different forms and ways to 
see and experience fashion, more importantly the authors expose how 
emerging media have created new versions of fashion culture. From the 
rise of the fashion stylist, to the use of Chanel in a socialist context, to 
new regimes of viewing and experiencing fashion on the Internet, the 
essays explore how media technologies in the last three centuries have 
informed social practices related to fashion and the body. Of particular 
interest are those essays that begin to expand on the relationship be-
tween users of digital technologies and the Internet. Thus the last section 
poses a number of questions on fashion and new media that have not 
been answered yet and that need prompt attention if fashion scholars 
want to keep abreast with the fast-paced scenario of the Internet. For 
example, the emergence of 3D printing and the collapse of traditional 
production models needs urgent attention; the function of blogs such as 
Tumblr, with their curated images found on the Internet, and their rela-
tionship with a virtual and idealized self, raise interesting questions on 
conformity or difference; a critical view on “produsage” (Bruns 2008) 
and collaborative design creation which takes into account power re-
lations with the big fashion conglomerates and brands is warranted. 
Because the old media continue to be used along with new media, the 
change brought about by the Internet does not register as revolutionary. 
But we are increasingly aware of the fact that the old language used to 
describe and understand traditional media environments is less and less 
clear when we use it to try to understand digital environments. I hope 
the authors in this collection, and the editors will consider taking up this 
challenge in the near future.
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